Introduction
contributing to a progressive movement in education that had been gathering strength internationally since the late nineteenth century. Her School of Dancing (first in her house at 1 Glebe Place, then in larger premises off the Fulham Road) offered a full curriculum alongside an holistic training in the creative arts. 8 The approach to discipline was liberated: "the teachers not to tyranise over the children, nor the children over the teachers", as the school prospectus dictated. 9 Given the politics of post-war reconstruction, it is significant that the school's aims were explicitly internationalist: "to give a child a wide and understanding outlook on life, and the relationship and inter-dependence of one nation to another by the study of international history, and the literature and art of all nations." 10 That internationalism was also evident in the setting up of sister schools in Paris and Cannes, and the increasingly global reach of MMM centres. By 1939, the movement was active in the USA, Australia, Belgium, Canada, Cuba, France, India, New
Zealand, South Africa, Switzerland, and the West Indies, as well as the UK.
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Morris became interested in the remedial possibilities of her system after she discovered yogic breathing. 12 Her ambition for her movement broadened, as she put it, into "a wider vision to include all humanity", including those with disabilities, and she became convinced that an aesthetic approach to medicine could greatly facilitate the work of healing. 13 Her idea was that physiological exercises could be made more enjoyable by incorporating them into dance. From the mid-1920s, she worked with the medical profession, running classes in London hospitals and qualifying as a physiotherapist herself in 1930. Her work with disabled children was pioneering because it enabled her patients to become performers in a way that anticipated much more recent developments in dance practice, notably the work of the dance companies Dancing Wheels (founded 1980, the year of Morris's death) and CandoCo (1991) .
View this illustration online The Armfields quickly found their footing in the art, craft, and theatre worlds of New York and California. A new Greenleaf Studio at 13 Gramercy Park developed into a flourishing school and little theatre centre, and they taught their method at universities, theatres, and women's clubs across America.
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Exhibitions of their work-Armfield's paintings, joint shows of their embroideries-attracted favourable attention, including that of Christian Brinton, the critic and curator who was key to the promotion of modern European art in the USA. 40 In spring 1918, they travelled by train to California and continued their work of teaching and creating in San Francisco. 41 The American Indian artefacts that Armfield encountered along the way were a revelation to him and he argued strongly that their designs were symbolic representations of their environment, rather than abstract decorations: "Their squares and zigzags are thunder and lightning, flower or mountains, quite as definitely as our squares and zigzags which we call letters are flowers and mountains to us." 42 Significant too was his discovery of the artist Jay Hambridge and the theory of dynamic symmetry that Hambridge derived from his study of ancient Greek architecture, and that Armfield thenceforth adopted as the basis of his approach to composition, both on canvas and for the theatre. The Armfields returned to Britain for good in early 1922-to Armfield's relief and Smedley's regret-where they continued their work of writing and producing. On their return, Armfield mounted an exhibition of his American painting at the Dorien Leigh Galleries, a venue run by the photographer E.O.
Hoppé, who had played a prominent part in the wartime little theatres. Smedley wrote up her experience of teaching theatre in America in her book series Greenleaf Theatre Elements (1924) (1925) (1926) . This valediction from Vernon Lee to Constance Smedley as the Armfields prepared to leave for the United States is significant: it confirms the Armfields' recollections that they played a crucial role in bringing The Ballet of the Nations to publication, and it suggests that the couple regularly hosted meetings of the Union of Democratic Control, underlining the connections between the London little theatres and the wartime peace movement. The structure and aesthetic of ALS performances were strongly reminiscent of the little theatres: a mixture of short plays, songs and dances emphasising "rhythm, colour and form" and precise, dance-like choreography, "every gesture and movement being timed to the music." 62 The overall effect was witty and fresh, and praised by critics who warmed to the "beauty and innocent mirth", the "spontaneity and naturalness", and the "sheer intellectual delight" of these latter-day strolling players.
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Figure 13. Postcards such as this staged the camaraderie of the ALS Travelling Theatre as they travelled up and down the country, bringing the arts "into everyday life" through makeshift performances in village halls. 67 The van which featured in much of their publicity was important to their image-first a motor wagonette lent by Muriel, Countess De La Warr (a Labour Party activist who used the vehicle to transport luggage and staff to her country house), then a reconditioned Air Force Crossley, and finally the Lancia pictured here, "half-van, half-bus, with seats for the weary players. It was anything but luxurious, but to us it was heaven […] the words Travelling Theatre excited interest wherever we went." The front cover of the first Bulletin of the Arts League of Service featured an architectural drawing by Charles Rennie Mackintosh: a strikingly asymmetrical block of flats with a sheer, eight-storey front elevation, a gable at the back which sloped dramatically from the roof to the ground, and huge, double-height windows on one side. This same sketch was reproduced in miniature on the sheet of plans and elevations that he exhibited at the Royal Institute of British Architects in December 1922. The Bulletin outlined the League's intention to build cheap, attractive accommodation for the exclusive use of artists', writers, and composers. 69 The project-which was intended for a site behind Glebe Place in Chelsea and also earmarked for a new Margaret Morris Theatre, but which was never realized-responded to an acute shortage of housing after the war. [mul]
Eugene Goossens' ALS lecture on "Modern Tendencies in Music" ranged internationally. Amongst contemporary British composers, he singled out Delius, Bantock, Vaughan Williams, Scott, Holbrooke, Ireland, Bax, Bridge, and Berners. Bax had been involved in the wartime little theatres as a member of the Plough Club committee. His Elegiac Trio (1916) was written in response to the Easter Uprising.
The British Drama League
A key player in the production of The Ballet of the Nations was Geoffrey Whitworth (1883 , the Art Editor at Chatto & Windus, who heard Vernon Lee reciting her book in the little theatres of Chelsea and then commissioned it for publication. 73 He was already known as a mover in the world of theatre: in a small way as a writer, since he penned an early study of the Ballets Russes, lectured on drama and wrote plays; but most significantly he made his mark as an advocate and facilitator-a creator of systems and institutions which enabled theatre to flourish. Before and after the war, he campaigned for a national theatre in Britain, a project which eventually came into being in 1963. 74 To this end, he founded the British Drama League in 1919 "for the encouragement of the Art of the Theatre" and "the betterment of social life". 75 This, then, was a campaign in post-war reconstruction which combined the aesthetic ambition of the little theatre movement-Edward Gordon Craig's "Art of the Theatre"-with a socialist conviction that "the drama was the art par excellence of the people, and the theatre everybody's business". 76 During Whitworth's thirty-year service as director, the League became an educational resource for theatre companies throughout the country, and it was important to its ethos that it served amateurs-groups which embodied the "spirit of community enterprise" that Whitworth most valued-as much as professionals.
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"Who is this man named Whitworth?" asked George Bernard Shaw rhetorically in 1934.
What is he? He is not a great actor. So far as I know he has never acted in a play. If he has written any plays, I have not seen them. And yet, wherever I go I hear his name: Geoffrey Whitworth. He is one of the most important people in the theatre today.
78
Whitworth's name recurs also in the material of this exhibition, weaving through the web of acquaintance and collaboration that held the Chelsea theatre community together. He lived in the neighbourhood, frequented the little theatres, and attended meetings of the Union of Democratic Control-the pressure group which questioned the government's war aims, and which gives the clearest indication of the pacifist tendencies of the Little magazines were crucial to the emergence of new art and writing in the early twentieth century, providing a platform for work that was too risky or obscure for commercial publication. The Open Window (1910 Window ( -1911 was typical of the genre-short-lived, published from home, and revealing, through its list of contributors, a cross-section of the London art world as it appeared in 1910. As Editor to The Burlington Magazine and Chatto & Windus, Whitworth was well placed to attract interesting work. There is a glimpse here of the artists and writers who mattered to him and who later played a part in the little theatre network, among them Maxwell Armfield, Katherine Mansfield, Beryl de Zoete (the dancer and dance writer), Douglas Goldring, and Yone Noguchi. Whitworth edited the magazine of the British Drama League throughout his career as director, and the publication became a focus for debate about British theatre in its international contexts. The issue shown here, for April 1920, lists an article by the Japanese playwright Torahiko Kori, who had been involved with the London little theatres during the recent war; Paul Nash, who turned his attention to stage design after his service as an official war artist; and Nicholas Roerich, the Russian artist and theosophist who designed the set and costumes for Sergei Diaghilev's production of The Rite of Spring (1913) , and who worked briefly as a stage designer at Covent Garden Theatre after the war, before moving to the USA. It was important to Whitworth that the British Drama League should promote internationalism in the world of theatre, just as the League of Nations worked to improve international relations in politics. In 1922, he arranged for the International Theatre Exhibition to travel from Amsterdam to London where it opened at the V&A. 84 With its depiction of a togaed figure clutching a handful of puppet strings, the exhibition poster evokes ideas of classicism and puppetry which were important to modern European theatre. The Grecian frieze at the puppet master's feet incorporates a medley of post-war references, including marching soldiers and motor cars. Edward Gordon Craig exhibited this set model at the International Theatre Exhibition (V&A, 1922) , which travelled from Amsterdam on the initiative of the British Drama League. Craig's model demonstrates his method of using massive, vertical blocks to create dramatic contrasts of light and scale. At this point in his career, he was a veteran of European theatre though still prolific-some even complained, monomaniac-in his writing about the stage and how it should change.
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In the 1930s, the British Drama League published a series of recordings of British dialects, which have become a standard reference for actors and other researchers. The project was symptomatic of the League's interest in promoting regional variety in the theatre, particularly in the work of amateur groups which represented local cultures and communities, rather than the standard training of the major theatre academies. 86 There is something of the Arts and Crafts Movement in this initiative, as there is with so much of the material in this exhibition-an interest in the vernacular, combined with, and not contradicting, a commitment to cultural internationalism, and underwritten by a politics of peace and preservation. 
